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We acknowledge with respect the Onondaga Nation,  
firekeepers of the Haudenosaunee, the indigenous people  
on whose ancestral lands Syracuse University now stands. 
 
 
In order to allow performers and audience members to have the best possible concert-
going experience, please turn off all electronic devices and refrain from making 
extraneous noise, taking flash photographs, or moving about the auditorium during the 
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The Verona String Quartet 
 
Jonathan Ong & Dorothy Ro, violins;  
Abigail Rojansky, viola;  
Jonathan Dormand, cello 
 
 
Hailed by The New York Times as an “outstanding ensemble,” the Verona Quartet is 
dedicated to showcasing the art form of the string quartet and to elevating their music 
making to convey the poetic narrative of storytelling. The Quartet’s members represent four 
different nations (USA, UK, Singapore and Canada), but their singular approach and unanimity 
of purpose in both musical and cultural cooperation has quickly earned the group a 
reputation for its “interpretive strength… robust characterization [and] commanding 
resonance” (Calgary Herald). 
Since winning the 2015 Concert Artists Guild Competition, the Verona Quartet has 
established itself as one of the most sought-after string quartets of its generation, delighting 
audiences at venues worldwide including Wigmore Hall (London, UK), Izumi Hall (Osaka, 
Japan), the National Theatre (Abu Dhabi, UAE), Melbourne Recital Hall (Melbourne, 
Australia), and, in New York City, at Weill Recital Hall at Carnegie Hall and Alice Tully Hall at 
Lincoln Center. 2018-2019 season highlights include performances on the Lincoln Center 
Great Performers Series, Buffalo Chamber Music Society, Boston Celebrity Series, Lunenburg 
Academy of Musical Performance, Jordan Hall and Strathmore’s Music in the Mansion. 
The Verona Quartet’s progressive approach to collaboration and programming includes 
numerous cross-cultural and inter-disciplinary enterprises. Past projects have included a 
performance art installation with visual artist Ana Prvacki, artistic exchange with traditional 
Emirati poets in the UAE and collaborative work with dancers from Brooklyn’s Dance 
Heginbotham. The Quartet also regularly champions, premieres and commissions works from 
contemporary composers including Julia Adolphe, Sebastian Currier, Richard Danielpour and 
Atar Arad, as well as Michael Gilbertson, whose Quartet (commissioned by the Verona 
Quartet and CAG) was named a finalist for the 2018 Pulitzer Prize in Music. 
Strongly committed to education, the Quartet was the 2017-18 Quartet-in-Residence at the 
Caramoor Center for Music and the Arts and has been on the faculty of the Indiana University 
Summer String Academy as Quartet-in-Residence since 2016. Recent international 
residencies include: the Beethoven-Haus (Bonn, Germany); Oberlin Conservatory of Music; 
New York University-Abu Dhabi, and Lunenberg Academy of Music Performance (Nova Scotia, 
Canada). They have also appeared on National Public Radio, WQXR, WFMT, The Weekly 
Special on PBS, and Abu Dhabi Classical FM. 
Among its many accolades, the Verona Quartet have been D’Addario Artists since 2017 and 
can be seen regularly on The Violin Channel as Violin Channel Artists. In addition to being 
named by Musical America as “New Artists of the Month” in May 2016, the group has 
garnered worldwide recognition by winning top prizes at international competitions across 
four continents including the Wigmore Hall International String Quartet Competition 
(London), the 8th Osaka International Chamber Music Competition (Japan) and the 
Melbourne International Chamber Music Competition (Australia), in addition to its CAG 
victory in 2015. The Quartet is currently the quartet-in-residence at the New England 
Conservatory of Music’s Professional String Quartet Training program, under the mentorship 
of Paul Katz, and has previously studied at The Juilliard School under the Juilliard String 
Quartet and David Finckel as well as at Indiana University under the Pacifica Quartet. Other 
notable mentors include Atar Arad, Donald Weilerstein, Martha Katz, Alex Kerr, Miriam Fried, 
Kim Kashkashian and Gerhard Schulz. 
The Verona Quartet’s “thoughtful, impressive” performances (Cleveland Classical) spring 
from the spirit and power of storytelling. The quartet believes that the essence of storytelling 
transcends genre and so the name “Verona” pays tribute to William Shakespeare, one of the 
greatest storytellers of all time. 
www.veronaquartet.com 













First Essay for Orchestra, Op. 12  Samuel Barber 
  (1910 – 1981) 
David Gordon, conductor 
 
 
Chanson de nuit, Op. 15, No. 1 Edward Elgar 
  (1857 – 1934) 
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Introduction and Allegro, Op. 47  Edward Elgar 
  (1857 – 1934) 








Symphony No. 7 in A Major, Op. 92 Ludwig van Beethoven 
 I. Poco sostenuto; Vivace (1770-1827) 
 II. Allegretto 
 III. Presto 






Symphony No. 7 in A major, Op. 92  Ludwig van Beethoven (1770-1827) 
 
The first performance of the Seventh Symphony, which took place in Vienna on 
December 8, 1813 at a charity concert that also included the premiere of Wellington’s 
Victory in the Battle of Vittoria, Opus 91, was one of the most splendid successes of 
Beethoven’s life. The concert was repeated four days later, at the same benefit prices, 
and raised a large sum of money for the aid of Austrian and Bavarian troops wounded in 
the Battle of Hanau. More important from the musical point of view, it marked the real 
arrival of popular recognition that Beethoven was the greatest living composer. 
To tell the truth, it was probably the potboiler Wellington’s Victory at the end of the 
program that spurred the most enthusiasm. Wellington, after all, was allied with the 
Austrians in opposing Napoleon, and a degree of patriotic fervor infected the 
proceedings. Moreover, the piece was simply calculated to appeal to a broad general 
audience more certainly than the lengthy abstract symphony that had opened the 
concert. 
Beethoven, of course, knew that the Symphony was the greater piece. He called it, in 
fact, “one of my most excellent works” when writing to Johann Peter Salomon (for 
whom Haydn had written his symphonies 93–101), asking him to use his good offices 
with a London publisher to sell a group of his works there. And because of the special 
popularity of Wellington’s Victory (a popularity which was even more likely in England 
than in Vienna), Beethoven adjusted his prices accordingly: a London publisher could 
have the “grand symphony” (the Seventh) for thirty ducats, but the Battle Symphony 
would cost eighty! Those fees do not in any way reflect Beethoven’s view (or ours) of 
the relative merits of the two works; he was simply asking what he thought the market 
would bear. 
The new Symphony contained difficulties that the violin section declared unperformable 
during rehearsals; Beethoven persuaded the players to take the music home and 
practice overnight, a concession almost unheard of at the time. The rehearsal the next 
day went excellently. The composer Louis Spohr, who was playing in the violin section 
for that performance, has left in his memoirs a description of Beethoven’s conducting 
during the rehearsal—a remarkable enough feat since Beethoven’s hearing was by now 
seriously impaired. 
Beethoven had accustomed himself to indicate expression by all manner of singular 
body movements. So often as a sforzando occurred, he tore his arms, which he had 
previously crossed on his breast, with great vehemence asunder. At piano he crouched 
down lower and lower as he desired the degree of softness. If a crescendo then entered 
he gradually rose again and at the entrance of the forte jumped into the air. Sometimes, 
too, he unconsciously shouted to strengthen the forte. 
Spohr realized that Beethoven could no longer hear the quiet passages in his own music. 
At one point during the rehearsal, Beethoven conducted through a pianissimo hold and 
got several measures ahead of the orchestra without knowing it. 
[He] jumped into the air at the point where according to his calculation the forte ought 
to begin. When this did not follow his movement, he looked about in a startled way, 
stared at the orchestra to see it still playing pianissimo and found 
                        
 
 
his bearings only when the long-expected forte came and was visible to him. 










Symphony No. 7 in A major, Op. 92 (continued) 
 
The extraordinary energy of the Seventh Symphony has generated many interpretations 
from the critics, among the most famous of which is Wagner’s description, “Apotheosis 
of the Dance.” The air of festive jubilation was certainly linked by the first audiences 
with the victory over Napoleon, but many later writers have spoken of “a Bacchic orgy” 
or “the upsurge of a powerful Dionysiac impulse.” Even for a composer to whom rhythm 
is so important a factor in his work, the rhythmic vehemence of this symphony, in all 
four movements, is striking. At the same time, Beethoven was beginning to exploit far 
ranging harmonic schemes as the framework for his musical architecture. If the Sixth 
Symphony had been elaborated from the simplest and most immediate harmonic 
relations—subdominant and dominant—the Seventh draws on more distant keys, 
borrowed from the scale of the minor mode. The very opening, the most spacious slow 
introduction Beethoven ever wrote, moves from the home key of A major through C 
major and F major (both closely related to A minor), before returning to A for the 
beginning of the Vivace. That introduction, far more than being simply a neutral foyer 
serving as entry to the house, summarizes the architecture of the entire building: A, C, 
and F are the harmonic poles around which the Symphony is built. 
Nowhere, not even in the opening movement of the Fifth, does Beethoven stick so 
single mindedly to one rhythmic pattern as in the Vivace of the Seventh. It skips along as 
rhythmic surface or background throughout. 
The slow movement was a sensation from the beginning; it had to be encored at the 
first two benefit concerts, and during the nineteenth century it was also frequently 
used, especially in Paris, as a substitute for the slow movement of the Second 
Symphony. The dark opening, stating the accompaniment to the entire march theme 
before the melody itself appears; the hypnotic repetition of a quarter-note and two 
eighths; the alternation between major and minor, between strings and winds; the 
original fusion of march, rondo, and variation forms—all these contribute to the 
fascination of this movement. 
The Presto of the third movement is a headlong rush, broken only slightly by the 
somewhat slower contrasting Trio. Beethoven brings the Trio around twice and hints 
that it might come for yet a third time (necessitating still one more round of scherzo) 
before dispelling our qualms with a few sharp closing chords. 
The closing Allegro con brio brings the Symphony to its last and highest pitch of 
jubilation. It is murder on the lips of the brass players, and its constant drive and the 
motivic repetition (as in the earlier movements, too) led the contemporary American 
composer John Adams to refer to it, only half-jokingly, as the first minimalist symphony.  












Chanson de nuit, op. 15  Edward Elgar (1857 – 1934) 
During 1897, Elgar first became acquainted with A J Jaeger, the Novello employee who 
became Nimrod of the Enigma Variations. From the start, they were frank in their 
exchange of views. In October 1897, Elgar, who by this time already had a number of 
comparative successes under his belt, wrote to Jaeger bemoaning the lack of financial 
reward he had received for his works. To those who knew Elgar, such melancholic 
moods were not uncommon and perhaps not to be taken too seriously, although they 
did reflect the parlous financial existence of a composer at that time. 
Within ten days of his letter to Jaeger, Elgar sent Novello a short piece for violin and 
piano which he called Evensong, although he suggested to Novello that they might 
prefer the name Vespers. In the event, believing that French titles sold better, they 
published it as Chanson de Nuit. Elgar no doubt regarded it as little more than a pot 
boiler, a quick way of earning much needed funds, although the work contains a depth 
of sincerity and emotion not commonly found in pot boilers then or since. 
In March 1899, shortly after completing the orchestration of the Enigma Variations, 
Elgar sent Novello another short piece for violin and piano. He claimed to have recently 
rediscovered and completed it, having originally intended it as a companion piece to 
Evensong. He therefore suggested to Novello that they publish it as Chanson de Matin, 
which they did. 
In January 1901, Elgar sent Novello orchestral arrangements of the two works. This 
helped accelerate their rising popularity and it is in this form that they are usually heard 
today. Chanson de Matin in particular retains a wide public affection out of all 
proportion to the effort it must have taken Elgar to produce it. But, while there is no 
denying the direct appeal of its pure melody, it is Chanson de Nuit that is in many ways 
the better, more carefully constructed composition. It has, however, largely been 
eclipsed by the popularity of the former.    
 Elgar Society notes 
 
Introduction and Allegro, op. 47  Edward Elgar 
The idea for the Introduction and Allegro was first put to Elgar by August Jaeger- Nimrod 
of the Enigma Variations - who suggested that he write a piece for the recently founded 
London Symphony Orchestra. Jaeger's proposal was for "a brilliant, quick scherzo", an 
apt description for this exhilarating work. 
Elgar's normal method of composition included the use of themes which he had jotted 
down in his sketchbooks as they occurred to him, often years earlier, waiting for the 
right work in which to use them. The Introduction and Allegro contains one such theme 
in particular, what Elgar himself referred to as the 'Welsh tune'. It had come to him in 
August 1901 when the Elgars had been on holiday in Cardiganshire, West Wales, 
supposedly inspired by the distant singing of Welsh folk tunes. Elgar believed it to 
capture a Welsh musical idiom and had planned to use it in a projected Welsh Overture. 
That work never materialized, however, so Elgar used the theme in this work instead. 
Despite a number of early champions, the work took many years to gain the popularity 
and esteem it has today. After an initial handful of performances which were generally 
coolly received, the work remained largely ignored for the next thirty years or so. 
Perhaps the complexity of the work deterred performers, for it was only with the 
general improvement in the standard of orchestral string sections since the Second 
World War that the work gained a foothold in the concert repertoire. Today, its position 
is secure. 














First Essay for Orchestra, Op. 12  Samuel Barber (1910 - 1981) 
In 1937, the renowned conductor, Arturo Toscanini, was planning programs for the 
debut season of the NBC Symphony Orchestra. Wishing to include a short American 
work, he consulted conductor Artur Rodzinski, who had recruited and rehearsed the 
new ensemble. Rodzinski, who had just conducted Barber’s Symphony No. 1 at the 
Salzburg Festival to great acclaim, recommended Barber. 
The composer responded with two pieces: the brand new, dramatic Essay for Orchestra, 
and the mournful Adagio for Strings, which he had transcribed for full string orchestra 
from the String Quartet of 1935. He dispatched them to Toscanini, but a short time later 
they were returned without comment. When Barber’s friend, Gian Carlo Menotti, 
visited Toscanini in the summer of 1938, Barber refused to accompany him. Toscanini 
told Menotti, “He’s just angry with me, but he has no reason to be – I’m going to do 
both of his pieces.” Toscanini made good on his promise. Barber’s works were broadcast 
nationwide on November 5, 1938, bringing his name to a wide audience in the most 
prestigious way imaginable. 
Two more essays followed, in 1942 and 1978, the last of them his final completed work. 
He preferred not to discuss his music, so when he was asked why he chose the title 
‘essay,’ with its literary origins, he referred listeners to the Oxford English Dictionary. It 
defines ‘essay’ as ‘a composition of moderate length on a particular subject…more or 
less elaborate in style though limited in range.’ Barber provided no further details of the 
three pieces’ contents; save for a passing reminder that he had composed the second 
one in wartime. 
 Program Notes by Don Anderson © 2016 
 
